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Abstract: Isaac Bashevis Singer (1904-1991), a Polish-born American author and 
Nobel laureate, could not veil his displeasure at Barbra Streisand’s film adaptation 
of his short story “Yentl, the Yeshiva Boy.”1 Singer is dissatisfied for four main 
reasons: (1) the film’s adaptation into a musical, (2) Streisand’s rejection of Singer’s 
film script, (3) Streisand’s monopolizing the screen, and (4) Streisand’s altered 
ending losing the essence of the story. Singer's principal motif is traditional life in 
the vanished world of Eastern European Jews; therefore Singer regards the adapted 
film as unfaithful to the original story. In Singer’s words, “Miss Streisand is always 
present, while poor Yentl is absent,” and “the whole splashy production has nothing 
but a commercial value” (“I.B. Singer Talks to I.B. Singer about the Movie Yentl.” 
Isaac Bashevis Singer: Conversations. 224-25). In this paper, I inquire into the 
question of the film’s fidelity to the source text in reference to the fidelity/infidelity 
                                                                 
1 Plot of “Yentl the yeshiva Boy” 
  Yentl, an intelligent Jewish girl living in the shtetl of Yanev, decides to study Torah at a 
yeshiva. As Jewish law strictly prohibits women from studying Talmud, Yentl dresses as a man 
and takes her late uncle’s name, Anshel. In the yeshiva at Bechev, Yentl/Anshel becomes 
friends with Avigdor, and Yentl/Anshel secretly falls in love with him. However, Yentl/Anshel 
must marry Hadass, who is Avigdor’s ex-fiancée—Hadass’ parents called off the marriage 
because of the suicide of Avigdor’s brother. As Avigdor still loves Hadass and wants to be near 
her, he asks Yentl/Anshel to marry Hadass. Over time, Hadass develops feelings of love for 
Yentl/Anshel; Yentl/Anshel feels guilty of his/her transgression against and deception of 
Hadass, Avigdor, and the people around. Yentl/Anshel finally disrobes in front of Avigdor to let 
him know her true gender and identity. Rejecting Avigdor’s proposal of marriage, Yentl sets out 
to find some place else where she can study Talmud. Nobody except Avigdor in the village 
knows the true reason for his/her disappearance. Avigdor and Hadass get married as planned 
and have a son named Anshel. 
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analyses in several works of film criticism. In regard to the issue of fidelity, to what 
degree should a film be faithful to its source text and to what extent is fidelity a 
measure of cinematic success or merit? Some concrete examples of suitable and 
unsuitable adaptations of literature into film will be also introduced and analyzed.  
 
1.  The Original Author’s Criticism of the Film Adaptation 
Regarding the film adaptation of the short story “Yentl, the Yeshiva Boy,” its 
author, Isaac Bashevis Singer, harshly criticizes Barbra Streisand—the film’s 
director, leading actor, producer, and screenwriter. Singer gives four main reasons 
for his dissatisfaction with the film. 
 
1.1  Adaptation into a musical 
I never imagined Yentl singing songs. The passion for learning and 
the passion for singing are not related in my mind. There is almost no 
singing in my works. One thing is sure: there was too much singing 
in this movie, much too much. It came from all sides. As far as I can 
see the singing did nothing to bring out Yentl’s individuality and to 
enlighten her conduct. The very opposite, I had a feeling that her 
songs drowned the action. My story “Yentl the Yeshiva Boy,” was in 
no way material for a musical, certainly not the kind Miss Streisand 
has given us. Let me say: One cannot cover up with songs the short 
comings of the direction and acting. 
(I. B. Singer Talks to I. B. Singer about the Movie Yentl 224-25) 
 
1.2  Streisand’s rejection of Singer’s script  
Q: Is it true that you wrote a script of the play which Miss Streisand 
rejected? 
A: It is true, and when I read her script and saw the movie I understood 
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that she could not have accepted my version.” (About the Movie Yentl 
224-25) 
 
1.3  Streisand’s monopolizing the screen 
In my script Yentl does not stay on stage from beginning to end. The 
leading actress must make room for others to have their say and 
exhibit their talents. No matter how good you are, you don’t take 
everything for yourself. I don’t mean to say that my script was 
perfect, or even good. But at least I understood that in this case the 
leading actress cannot monopolize the stage. We all know that actors 
fight for bigger parts, but a director worth his name will not allow 
one actor to usurp the entire play. When an actor is also the producer 
and the director and the writer he would have to be exceedingly wise 
to curb his appetites. I must say that Miss Streisand was exceedingly 
kind to herself. The result is that Miss Streisand is always present, 
while poor Yentl is absent.   
(About the Movie Yentl 224-25) 
 
1.4  Streisand’s alteration of the ending losing the essence of the story 
Those who adapt novels or stories for the stage or for the screen must 
be masters of their profession and also have the decency to do the 
adaptation in the spirit of the writer. You cannot do the adaptation 
against the essence of the story or the novel, against the character of 
the protagonist.…This is what Miss Streisand did by making Yentl, 
whose greatest passion was the Torah, go on a ship to America, 
singing at the top of her lungs. Why would she decide to go to 
America? Weren’t there enough yeshivas in Poland or in Lithuania 
where she could continue to study? Was going to America Miss 
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Streisand’s idea of a happy ending for Yentl? What would Yentl have 
done in America? Worked in a sweatshop 12 hours a day where there 
is no time for learning? Would she try to marry a salesman in New 
York, move to the Bronx or to Brooklyn and rent an apartment with 
an ice box and a dumbwaiter? This kitsch ending summarizes all the 
faults of the adaptation. It was done without any kinship to Yentl’s 
character, her ideals, hers sacrifice, her great passion for spiritual 
achievement. As it is, the whole splashy production has nothing but a 
commercial value. 
(About the Movie Yentl 225-26) 
 
1.5  The root of Singer’s discontent 
The root of Singer’s discontent lies in the notion that the film owes fidelity to 
the original work. Among Singer’s four objections to the film version, Streisand’s 
rejection of Singer’s script appears most salient. Singer was displeased by the film’s 
failure to follow his original version. However, Singer praises the theatrical 
production of Yentl, in contrast to his strong criticism of the film: “I must say that 
Miss Tovah Feldshuh, who played Yentl on Broadway, was much better. She 
understood her part perfectly; she was charming and showed instinctive knowledge 
of how to portray the scholarly Yentl I described in my story. Miss Streisand lacked 
guidance” (About the Movie Yentl 225). Indeed, Singer wrote the stage adaptation in 
collaboration with Leah Napolin; thus, his satisfaction with the result is not 
surprising. He was able to be the chief architect of Yentl’s story, both on the stage 
and on paper. 
 
2.  Objective Commentary on Adaptation 
However, the theater reviewer of The New York Times, Bruce Weber, did not 
highly regard the 1975 theatrical performance (“Yentl: A play based on Isaac 
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Bashevis Singer’s short Story ‘Yentl the Yeshiva Boy’”). 
 
Singer wrote in an extraordinarily acerbic commentary in The New 
York Times, adding, “Miss Streisand is always present, while poor 
Yentl is absent.” But actually, “Yentl,” as the film and the play are 
called, doesn't work terribly well onstage either.… But the 
brilliance of the original story—its economy, its breadth of concern 
and depth of resonance—is, perhaps inevitably, rendered 
pedestrian by a literal, rather sprawling script that concedes to the 
incompressible real time of the stage. The production, directed by 
Robert Kalfin, the same man who directed the show on Broadway, 
runs nearly three hours long, even longer than Ms. Streisand's 
self-indulgent work.…Fewer than 25 pages long, Singer's original 
story is so wry, so virtuosically understated and so grandly 
resonant on complicated issues involving sexuality, gender, 
godliness, social justice and faith, that it really is a testament to the 
kind of artistic economy that is possible on the page. Whatever 
visual and aural elements are conjured in the story exist in the 
imagination of the reader, a very private place. This expansive 
privacy is, of course, unavailable to us when we become embers of 
an audience, replaced by what we share with each other. And the 
titillations intellectual and sexual -- that Singer's story allowed to 
tingle and spread become rather blunt and stolid on the stage. 
(Willis) 
 
3.  Difficulties in Film Adaptation 
3.1  Singer’s misplaced notion of fidelity 
Although I have only read the script of the play and did not see it performed 
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at the PCMH Theater in 1975, I think that Weber’s theater review pinpoints some of 
the difficulties in adapting good literature into plays and films. Furthermore, 
Weber’s comments suggest that the original author and the audience do not always 
give an adaption the same reception—the author’s vision is not always preferred by 
the audience. In spite of Singer himself admitting that “[m]usic and singing are not 
[his] fields” (About the movie Yentl 224), he nonetheless insists upon fidelity to his 
original story. Singer clings to the misplaced notion of fidelity in regard to the film 
adaptation of his story. Although Singer appears to lack expertise in filmmaking 
strategies, he still insists that the filmmaker faithfully adapt his short story, without 
questioning the feasibility of such fidelity. 
 
3.2  The issue of fidelity 
The issue of fidelity is a hurdle to adapting great literature into films because 
traditional critics have not grasped the meaning of successful film adaptation: such 
critics fail to recognize the difficulty of transforming the narrative elements of a 
story into suitable alternatives in the film format and hold the misconceived notion 
that faithfulness to the essence or spirit of the original work is required for the 
vitality of the film. Indeed, the superiority of a great work of literature over the film 
version is attributable to “the whole history of the reliance on the novel as source 
material for the fiction film” (McFarlane 11). McFarlane points out cinema’s 
long-standing and considerable debt to great novels of immense popularity and 
respectability; instead of writing an original script, some filmmakers have preferred 
borrowing from known quantities by buying rights from novelists (McFarlane 7). 
This reliance on prominent and high-quality literature as source material has often 
led to lucrative business for filmmakers.  
 
3.3  Robert Stam’s contradiction in film adaptation 
Robert Stam describes the contradictions in film adaptation as follows: 
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The language of criticism dealing with the film adaptation of 
novels has often been profoundly moralistic, awash in terms such 
as infidelity, betrayal, deformation, violation, vulgarization, and 
desecration, each accusation carrying its specific charge of outraged 
negativity. Infidelity resonates with overtones of Victorian 
prudishness; betrayal evokes ethical perfidy; deformation implies 
aesthetic disgust; violation calls to mind sexual violence; 
vulgarization conjures up class degradation; and desecration 
intimates a kind of religious sacrilege toward the “sacred word.” 
(Stam 54) 
 
3.4  Doubt on the notion of strict fidelity 
Due to the differences between these media, strict fidelity is almost 
impossible; portrayals of characters and events in a novel evoke mental images—no 
matter how vivid—that differ from reader to reader. These images are not 
photorealistic portraits, but filmmakers must adapt the metaphysical images of 
literature into concrete visuals, captured on film, by choosing specific performers, 
settings, sounds, and elements of mis-en-scène. Thus, what is “possible on the page” 
(Weber) does not always work well on the screen or stage where “visual and aural 
elements” (Weber) dominate.  
Fidelity of a film to its literary source may sometimes give the impression 
that the film is “rather blunt and stolid” (Weber). Robert Stam points out the 
“automatic difference” between film and literature: 
  
The words of a novel…have a virtual, symbolic meaning; we as 
readers, or as directors, have to fill in their paradigmatic 
indeterminances. A novelist’s portrayal of a character as “beautiful” 
induces us to imagine the person’s features in our minds. Flaubert 
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never even tells us the exact color of Emma Bovary’s eyes, but we 
color them nonetheless. A film, by contrast, must choose a specific 
performer. Instead of a virtual, verbally constructed Madame 
Bovary open to our imaginative reconstruction, we are faced with a 
specific actress, encumbered with nationality and accent, a Jennifer 
Jones or an Isabelle Huppert. (55)  
 
Stam casts further doubt on “the notion of fidelity” by pointing out the impossibility 
of being faithful to every detail of the plot in the original text: the filmmaker must 
condense many events in a novel to fit within a running time of a few hours; not all 
actors can perfectly match the author’s physical descriptions of the characters; 
authors tend to dexterously hide their true intentions behind tropes or symbolism for 
personal, psychological, or censorious reasons, and accordingly readers must always 
be mindful of whether the words actually reveal the author’s deepest and true 
intentions. (Stam 57-58) 
Film adaptations of literature are common, and so intertextual comparison 
between a source text and its adapted screenplay, and the relationship between the 
two media, are often sources of contention. An adapted film incorporates stories or 
the plot from the source text and brings the adaptable elements into the film medium. 
As for the question of fidelity, my concern is that “outcome of the film” can be 
interpreted as “the resolution of the plot.”  Films should not be criticized or judged 
from the simplistic, traditional viewpoint of fidelity or infidelity to the original text. 
When a film is adapted from literature, there are inevitably similarities and 
differences between the two media: screenwriters may make sweeping changes in 
the setting, plot, and characters; delete scenes and episodes from the original; or add 
entirely new ones. However, when the purpose and design of the filmmaker doing 
the adaption achieve good results and produces an engaging film, the film adaptation 
can be deemed a success, regardless of its fidelity to the original text. 
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4.  Questions about Singer’s Discontent with the Film Yentl 
Next, Singer’s discontent with the adapted film will be discussed and the 
validity of his criticism will also be questioned.  
 
4.1 (1) Conversion into musical 
Singer is deeply dissatisfied with the musical adaptation, stating that Yentl is 
not a singer and that her passion for song is not delineated in his story. However, a 
musical is “a play or film in which singing and dancing play an essential part” 
(Oxford Dictionary of English), and since it was adapted for film as such, it is quite 
natural that he considers there is “too much singing in this movie” (Singer 224). 
Singer did not enjoy the singing because “[m]usic and singing are not my fields” 
and none of Streisand’s singing reminded him of his youth and the story’s environs 
(Singer 224). 
Singer’s criticisms are rooted in the film’s disconnection from his personal 
life and memories which he vividly reconstructed in his story. Singer’s insistence on 
fidelity to the original appears unreasonable since he ignores the differences 
between the two media and the independent function of the film. The unique and 
characteristic aspects of film have been widely recognized; for instance, Stam points 
out that “[e]ach medium has its own specificity deriving from its respective 
materials of expression. The film has at least five tracks: moving photographic 
image, phonetic sound, music, noises, and written materials. In this sense, the 
cinema has not lesser, but rather greater resources for expression than the novel, and 
this is independent of what actual filmmakers have done with these resources.” 
(Stam 59) 
Nonetheless, Singer would have us believe that the film should reflect the 
original story like a camera recording the exact image of its subject. Even the most 
precise camera, however, can produce images that give a variety of impressions 
when the subject is shot from different angles by a skilled photographer. In other 
48 
words, Singer does not approve of the individuality, independence, and inherent 
qualities of films, especially musicals: Like a respectable father who begrudgingly 
consents to his son marrying a girl of lower class, Singer is unhappy about the 
marriage but no doubt enjoys the dowry. 
As for the transformation into a musical, Alan and Marilyn Berman’s lyrics 
and Michel Legrand’s music are successfully united in songs sung by Streisand. The 
thirteen songs on the soundtrack are beautiful, touching, and engaging (1. Where Is 
It Written? 2. Papa, Can You Hear Me? 3. This Is One of Those Moments; 4. No 
Wonder; 5. The Way He Makes Me Feel; 6. No Wonder (Part 2); 7. Tomorrow 
Night; 8. Will Someone Ever Look at Me That Way? 9. No Matter What Happens; 
10. No Wonder (Reprise); 11. A Piece of Sky; 12. The Way He Makes Me Feel 
(Studio Version); 13. No Matter What Happens (Studio Version)). These songs aptly 
illustrate Yentl’s struggle against rigid gender roles in Judaism, her defiance of them, 
and her apprehension about transgressing the sacred laws of her ethnoreligious 
group, her prohibited passion for knowledge of the Torah, her fear of being revealed 
to be a woman disguised as a man, her predicament of having a woman’s body and 
man’s soul, the love triangle between Yentl/Anshel (woman/man), Avigdor (man), 
and Hadass (woman). Streisand’s powerful singing voice, accompanied by the 
visuals of the film, leaves a lasting impression on the audience. My appraisal is that 
Streisand, as a producer, director, writer, actor, and singer, succeeded splendidly in 
making the film adaptation.  
 
4.2 (2) Streisand’s rejection of Singer’s script, (3) Streisand monopolizing 
the screen, and (4) Streisand’s alteration of the ending losing the essence of 
the story 
Streisand’s rejection of Singer’s script can likely be attributed to the 
conflicting intentions of the two authors in their respective roles of adapter and 
original author. Singer criticizes the film, but does not appear knowledgeable about 
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the film business. After granting film rights to a filmmaker, the original author can 
do nothing but sit back and watch; filmmakers, in contrast, are responsible for the 
film’s profitability at the box-office. Filmmaking has two facets: art and business. 
Accordingly, a filmmaker must be an expert on both artistic and financial matters. 
Streisand’s partial infidelity in the adaptation was vindicated by the film receiving 
many awards and nominations. At the 56th Academy Awards in 1984, the film 
received the award for Best Original Score or Adaptation Score (Michel Legrand for 
music, Alan Bergman for lyrics, and Marilyn Berman for lyrics), and was nominated 
for Best Actress in a Supporting Role (Amy Irving) and Best Art Direction/Set 
Decoration (Roy Walker, Leslie Tomkins, and Tessa Davies); in addition, the film 
received two nominations in the Best Original Song category (for “Papa, Can You 
Hear Me?” and “The Way He Makes Me Feel”). For her work on the film, Barbra 
Streisand became the first woman to receive a Golden Globe Award for Best 
Director. The film Yentl was nominated for four other Golden Globes, winning in the 
Best Picture (Musical or Comedy) category. (“Yentl –Cast, Crew, Director and 
Award -NY Times. Com.” http://movies.nytimes.com/movie/55765/Yentl/awards). 
Yentl was also a great box-office success, with a total U.S. Box Office gross of 
$40 ,218,899 (“Yentl (1983) ” Box Office Mojo. http://www.boxofficemojo.com/ 
movies/?id=yentl.htm ).  
The success of the film adaptation, both artistically and financially, proved 
right Streisand’s decision to be partially faithful to the original. The altered ending in 
particular is noteworthy. Singer criticizes the ending where Yentl heads to America 
as “kitsch” and “commercial” (Singer 226). However, Singer is concerned about 
neither the film adaptation being released to target a broad American audience that 
prefers “kitsch” art, nor about filmmaking being a risky endeavor where 
“commercial” success is crucial. Singer’s ending in which Anshel (Yentl) suddenly 
and mysteriously disappears and only Avigdor knows about Yentl’s female identity 
would not provide a clear, satisfactory conclusion for a broad American audience; in 
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contrast, Streisand’s ending in which Yentl goes to the New World where freedom 
and independence are esteemed would be better received by such an audience. 
Watching Yentl make a clear decision to become an American citizen will raise the 
morale and pride of a contemporary American audience through their feelings of 
familiarity and affection toward the heroine, Yentl. In short, while Singer’s uncertain 
ending reminds him of his deserted shtetl in Poland and stirs his nostalgia, 
Streisand’s choice heightens the empathy of a modern American audience and the 
film’s popularity.  
 
5.  Unsuitability for Adaptation into Film  
Literature and film are the two most popular narrative modes, but because of 
their differences, the words and concepts written by the author often must be 
replaced or transformed in the audiovisual medium of film. In Singer’s “Yentl,” the 
difficulty of visualization exists in the scene where Anshel (Yentl) deflowers Hadass. 
Singer writes in his story: “At daybreak Anshel’s mother-in-law and her band 
descended upon the marriage chamber and tore the bed sheets from beneath Hadass 
to make sure the marriage had been consummated. When traces of blood were 
discovered, the company grew merry and began kissing and congratulating the bride. 
Then, brandishing the sheet, they flocked outside and danced a kosher dance in the 
newly fallen snow. Anshel had found a way to deflower the bride. Hadass in her 
innocence was unaware that things weren’t quite as they should have been” (Yentl 
161). A film adaptation that remains completely faithful to this source text would 
make this scene seem lascivious and grotesque, comically perverting the image and 
concept of the original text. The fairy tale unrealism of Singer’s narrative defies 
direct visualization in the film format. If Streisand had tried to faithfully adapt the 
ambiguous episode into an audiovisual scene, she would have ended up 
unintentionally parodying the original text: How could Anshel/Yentl take Hadass’ 
virginity? Did Anshel/Yentl use some improvised sexual implement in the dark? 
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Although, in the film, Anshel/Yentl actually drips red wine on Hadass’ bed sheets, 
only a careful viewer will suspect what the deeds signifies. Avoiding unrealism and 
obscenity on the screen, Streisand let the young couple remain virgins and wait until 
the time is right; Anshel persuades Hadass of the need for abstinence till their love 
matures. Through the avoidance of the fake love-making scene, the emotional 
impact of the true union of Hadass and Avigdor and the birth of their son Anshel is 
touching: the young couple on screen, as well as the audience, can enjoy the happy 
ending.  
 
6.  Conclusion 
Mary H. Snyder contends that fidelity/infidelity analysis “depends on how 
the degree of fidelity or infidelity influences the outcome of the film and in what 
ways and why” (Snyder 252). According to Snyder’s definition, Streisand succeeded 
in adapting Singer’s literature into the film Yentl; Streisand was well acquainted with 
the similarities and differences between the two texts (literature and film), so she 
could adapt the original into a suitable film form by cutting episodes from the novel 
and adding new ones. As a result, her film received many awards and was applauded 
by audiences worldwide. Although the original author, Isaac Bashevis Singer is a 
Nobel laureate for literature and I greatly admire his works, a great writer has 
sometimes to keep his opinions to himself when his great works are adapted by 
others for another medium. In this sense, film adaptation occasionally needs the 
original author to remain mute.    
 
7.  Suggested Topics for Discussion in Class 
7.1  Do you think the merits of an adaptation depend on the film’s fidelity to the 
original literary text? Give reasons why or why not. 
     
7.2  Do you think truly faithful adaptation can result in a successful film? Give 
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reasons why or why not, as well as examples. 
 
7.3  After reading I. B. Singer’s short story “Yentl, the Yeshiva Boy” and 
watching Streisand’s film adaptation, compare the two and list similarities and 
differences between the two different art forms. Based on this comparison, 
note which parts are retained, omitted, and newly added, and then give 
possible reasons for the filmmaker’s choices: analyze how economic or 
market considerations affect the adapter’s decision; which elements from the 
literary text were easy to adapt to the screen and which were difficult?  
 
7.4  Why did the original author, I. B. Singer strongly criticize Streisand’s film 
version? Do you accept Singer’s explanation for dissatisfaction at face value? 
Give some plausible reasons that Singer himself did not openly mention: did 
Streisand wound his pride, fail to indulge in his nostalgia, or harm his 
business concerns?  
 
References 
McFarlane, B. (1996). Novel to Film: An Introduction to the Theory of Adaptation. 
Oxford: Clarendon Press.  
Napolin, L & Singer, I. B. (1977). Yentl.: A Play based on Isaac Bashevis Singer’s 
short story “Yentl the Yeshiva Boy.” New York: Samuel French. 
Singer, I. B. (1953). “Yentl the Yeshiva Boy.” Isaac Bashevis Singer: The Collected 
Stories. Farrar: The Noonday Press. 
Singer, I. B. (1992). “I.B. Singer Talks to I. B. Singer about the Movie Yentl.” Isaac 
Bashevis Singer: Conversations. .Ed. Grace Farrell. Jackson: University of 
Mississippi.  
Snyder, M. H. (2011). Analyzing Literature-to-Film Adaptations: A Novelist’s 
Exploration and Guide. New York: The Continuum International Publishing 
Fidelity Analysis of the Film Adaptation of “Yentl, the Yeshiva Boy” 53  
Group.  
Stam, R. (2000). “Beyond Fidelity: The Dialogics of Adaptation.” Film Adaptation. 
Ed. Naremore. J. New Brunswick: Rutgers University Press.  
   
Film (VHS) 
Yentl: A film with music. (1983). Dir. Streisand, B. Perf. Streisand, B., Patinkin, M., 
Irving, A., Persoff, N., Hill, S., Corduner, A. and Margolye, M., United Artists.  
 
Music (CD) 
Legrand, M. (1983). Original Motion Picture Soundtrack Yentl. Prod. Streisand, B., 
Bergman, A & M. CD-ROM. New York: Columbia.  
 
Online document 
Weber, B. “Theater Review; A Yeshiva Boy Trapped in a Nice Pious Girl’s Body.” 
The New York Times. New York. (Nov. 2, 2002). Apr. 8, 2011, from <http: 
//query.nytimes.com/gst/fullpage.html?res=9507EFD61F3FF931A35752C1A 
  9649C8B63>. 
“Yentl (1983).” Box Office Mojo. Sept. 1, 2011, from <http://www.boxofficemojo. 
com/movies/?id=yentl.htm>. 
“Yentl –Cast, Crew, Director and Award-NY Times. Com.” The New York Times. 
New York. Sept. 1, 2011, from <http://movies.nytimes.com/movie/55765/Yentl/ 
awards>. 
 
 
